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THE KUNST- AND WUNDERKAMMER 
ORIGIN AND DEVELOPMENT IN THE RENAISSANCE AND BAROQUE 


Virginie Spenlé 


Not for nothing are the collections typical of the Renaissance and the Baroque called 'Kunst- and Wunderkammer', art and curiosities 
cabinets. They are indeed full of marvels of nature and human artifice: rare naturalia, exquisite automata, products from remote lands and 
choice works of art never ceased to amaze visitors. Princes, rich merchants or scholars, every collector seems to have pursued a single aim: 
collecting marvels. The composition of such collections is, of course, peculiar. Exhibits include crocodiles, porcupinefish and birds of para- 
dise stuffed and suspended from the ceiling (Figs. 1 & 2); paintings cover walls alternating with shelves on which statuettes and other small 
treasures are displayed (Figs. 3 & 4); large tables (Figs. 44 & 52) showcase covered cups, naturalia, ethnographic artefacts and cabinets in 
which scientific instruments, technical apparatus, valuables as well as coins and medallions are stored. 

(Fig. 2) 


(Fig. 1) . View into the Kunstkammer Georg Laue Kunstkammer of the Danish Scholar Ole Worm 


AMSTERDAM, 1655 . ENGRAVING FROM OLE WORM'S MUSEUM WORMIANUM 


(Cat. No. 1) 
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mothier-i-pearl, agate, coral, amber, senpentim, elc; are there to be admired in the form of covered cups, 
cutlery, jars, coffers and small sculpiune (Fig. 51. Saill dhe Kunst and Wonderkammer is by no means à 
төгө accimilalih of precious and tare curiosities because 4 deopet meaning is inherent in H. on which the 
seemingly arbitrary ordering of the exhibits im premised, 


if ig di 
Kunsikammer Lahinrl with Irrasures from the Renaissance and Bareque 


SETUP AFTER A STILI LIFE HY THE PASNTER 
ПЕСЕН HINZ FROM HAMBRE, 


1 _ THE KUNSTKAMMER AS PHUATRLUA4 AU 
THE WORLD AS SMCRCKCCSM 

As an encyclopaedic collection, the Kanst- and Véunderkammer m intended in 
reproduce the word in miniature while at the same time: emphasise rr status of 
man in the meme" H retiecis nor only the matral philosophy of the early modem 
age hun alse the categories of knowledge that inore the conception of the world 
inthe 16 and Т7 centuries. The principle: of the analogy hetween the macescne 
mos and the micrcosmes is crucial bere: the cosmological system is interpreted as 
a erential framework m which object and living organise, spiri and matter ane 
итеп е and influence cach other Tho purpose of the Kamsi- and Wanderkam- 
mer, which, as a rheatrüm sapientiae, a theatre of knowledgr, presents all products 
of gate, ап, and science im а wellaranged fashion, te te luc late thee network 
of reali relationships, In do an, the Kunsikammer lows from the cognitae 
techniques of the Ars mimornrae or memobechnics, ie , the art ot memory | 


ARS ANTE МАГА 
H (he Kunsikammer in to reveal the mechanisms 
сй he entire universe, what itis alen conmcermed with 
is defining sn the collection mom the relationship 
ficial creative powers of mankind by the standards 
applied in natural phenomena, Accordingly, ex hub its 
ım Krst- and Wunderkammer oi the carly modern age 
van he divided into two essential categories: on Ihe 
cae hand, maturata, Gods creation, апай, om the other 
these ten groups is thud: the wawal displays are of rare 
nawal objeris and materials that in some way have 
heen subjected te artistic processing (Fig, 57 because 
they altesi to man's ability to take om Майга in the 
creativity stakes. 
leery cops immed fromm elephant tusks (| ig. ti ав 
well as cared, engraved and mounted vessels made 
v coconut, rock c yasal, ostrich eggs, amber, naurilus 
surpassing Natura by meam of Are Fig, 7i Fowever 
works (hat to todays viewer have (Ие qs do wiih 
an are also regarded: as ‘the product of antifice': fnr 
instance scien i Instruments and technical appar- 
atus, The tact of the matter Ев that the objects classified 
ae sac neri fca represen ame of tie most Hiiportam pen- 
ves an (he Клапан because (hoy are the omes qo 
demonstrate wiih the ummost clarity ihat man is a small 
gud he is able to measure time and space with instru- 
ments and machina ba Was devise d himsel amd even 
му induce movement artificially гечер й» automata. 
Wig. ài 
rasd twory Jyeusuees 
GERMAN, Th hon CENTURIES 
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THE SEMANTIC DIVERSITY 
OOF KUNSTRAMMIER СВЕ TS 
cles whose symbolic character ran only be revealed 
when they are subjected to a succession of investipatiye 
processes. lake, for instance; a cocomp cup ig. Hi, 
The corona ae highty prized not only ав а rap piece 
of naturalia hut айыл because, as an example of exotica, H 
pedes to the world outside Europe that enjoys such exma- 
ondinarity high stars in the Kunstkammwr ' Hence ú is 
usually called "indische Sud [dian ma! bur the adjec- 
tiye “indisch dines nor im the least refer мз india specific- 
ally but rather generally to an undefined, exotic world 
tere Europe. ° 
In lara, many mythe have grown up around the origins 
cd ihe cocoon, Because sailors usually deam] iom ieat- 
img inthe sea, The notion wee orn that coconuts grew 
on the seabed, detaching themselves on maturity irom 
the parent plam to rise to the surtace of the eager, hus 
the so-called "Meernul [sea mul) attained murabilta 
siiis, classified as а mawe) of nate, 
Moreover, apap powers had in fact been 
imped to the coconut since the Middle Ages: ii was 
supposed to comibus 1o healing all sorts of diseases 
and above all to protect the owner from poisoning, Miis 
belief in the therapeutic and protective powers of the 
imo drinking vessels: covered cups. ак аге rir juga with 
labora fire-gilt mounts that ape potalle ior beth the 
maternal and ther aesthetic value as works ol art, 


The mat ie chen polished and even decorated with carved pintures. Biblical scenes are frequently repre 
semed, warning of the consequences of excessive conmsamplinn of wire ior imslance: the dronken Noah and 
alse Lot and his daughters: Other biblical, mythological and allegorical vepresemtatinns tene to reier to the 
varius that inthe Renaissance were irentitycsiablishing for counters and, therefore, (or the upper classes. In 
the Kuanetkammer context, such Jipa ha corona vessels ape classer as anticis on the basis of esr elshesame 
mounts and carvings. Ad the sane rine they are ako normal, exotica amd miabiha, uwiting several oharacıor- 
istics that are paramount an the semamic diversity of Карава амтана oberts. 

The wide range of Interpretations t which such exhibits are open is reflectod in the maniiold possibilities 
ior classification within a single collection: im the Kunstkammer system of ordering, which is geared to the 
jour elements, such mounted mats can be assigned either to Earth (as vegetal seeds; or Fire sas the work of 
goldamithsi, po., exhibited in centrastive stapeosricn either with the raw rata! producis of the earth or with 
other ‘riers’ works targed wiih fire 

Fig, Hi 

Cae Cpcemut Cups 

SOUTH GERMAN, SWISS APTE ANTWERP 
v ASIE 127 CENTURIES 
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INTELLECTUAL AND SCIENTIFIC REVOLUTIONS 

The juxtaposition of raw natural materials (plant seeds, animal horns, tusks or 
samples of stones) and artworks made from them, marvels of nature as well as sci- 
entific and technical implements lend the Renaissance Kunst- and Wunderkammer 
the character of a theatre of the world, a theatrum mundi, where divine creation 
and human achievements are presented on the basis of selected objects. In the 
16" century the Kunst- and Wunderkammer was regarded as an absolute novelty 
because it sprang from the intellectual regeneration of an era that would go down 
in history as an age of rebirth, the ‘Renaissance’. 

The turn from the 15" to the 16" century was indeed a time of radical change, 
in which values, social order, knowledge and faith were redefined. A new design 
for living that scholars had introduced about a century before spread outwards from 
Italy: humanism. The cultural legacy of Greco-Roman antiquity was rediscovered 
to the benefit of a profound intellectual revolution that centred on man with his 


virtues and his creative potential. 


Curiositas (curiosity), which was once regarded as 
a sin, led to new discoveries that increasingly under- 
mined the medieval worldview. The 'discovery' of the 
Americas, the New World, in particular not only led 
to the commercial and colonializing expansion of the 
European maritime powers but also sparked intellec- 
tual change and what amounted to a regular scientific 
revolution.^ For the first time the authority of antiquity 
was seriously questioned and natural scientists began 
to rely on empirical observation. The birth of a new 
scientific objectivity was closely linked with the devel- 
opment of global trading networks.’ The more exotic 
goods reached Europe (Fig. 9), the greater the need 
became to derive empirical knowledge from them 
and to disseminate it through precise description and 
publication. Thus the development of new scientific 
and scholarly guidelines was closely related to global 
trade and the consumption of exotic luxury goods, 
which underwent a sharp upturn in the 16" century 
and was also a crucial determining factor in the rise of 
Kunst- and Wunderkammer. 
(Fig. 9) . Still Life 
WITH EXOTIC LUXURY GOODS 


FROM OVERSEAS 


АСЕ КАМП PROFANE TREASURIES 
While the Kunai- amal Wunderkammee wae boom of the intellectual apheacals inthe 16" century, dt alee in a certain sense popiresenderd a 
continuation of the lie medieval culture al collecting Ihe predecessors of the early-midern-age Kunstkammer melde mel only the coller- 
liens (М ancient ant amassed by такие scholars but also tie late medieval Schatzkammer peasuries, treasure vaults cor tease chambers! 
encoun ered in Ферарио, cherches and royal palaces. The latter chiefly comprised an works that were very valuable in the material sense, 
ach asthe work of ре ајын, which ware asually kept in secure, welter arcnmd-Boor riums and were on display only on rape orcasinna 
Schatzkammer possess national characteristics in so far as they often exister) for several generations and ande pine both the 
financial anc spiriluel elaiıns bo power made by à meling dynasty ep an ecclesiastical community,’ Apart fran poliquaries, table silver, the 
regalia al menarchical pretr and jewels, late medieval Schatzkammer wor alea rich in arl werke of an реа nary: cocomi caps, coral 
cleans, nautilus shells and ostrich eggs with precios mounis ane encountered as any as the 14" century im princely amd ecclesiastical 
ease collections (Fig. 103." 
кап Мн Pree igs Galil Works amd Peotie Arlifiriafla 
IN THE SCIPRATZEASINIER CF ST STEPHEN CATHEDRAL IN WIERNA PROM TRE VIFR RA НЕП ТЕА fig. i 
VIERA, TERZ WOODCUT СЕН PAPER Silver Везет im Ihr Shape of à RBrrkemeyer 
PARTE IAAA5417F8 NUREMEEROG, (Sei ТЕ 


(Cad, Ми, hh 


The presence cá such. objects in Faropean collec- 
tions is preimised on the early circulation of exotic 
unum, good and materials. tinder by the TA cen- 
tn the extent that anew kimd of collection was made 
possible, which, unlike the Schatzkammer, mi only 
served the purpose of accumulating treasures ol am 
imposing and official nane har alse, and primarily, oi 


delighting a princely an lewor on a daily basis. — 
AMenasssamce Cap 

BALTHASAR WEEN ML NICH, CA Ag 

Chae Ma, Th 


as — aga 


Fig. $51 

yor Srulpture of AI Jerome 

MASTER OOF THE Rimini ALTAR, CIRCLE DI 

SOUTHERN LOW COUNTRIES OR NORTHERN FRANCE, CA Ta 
Сз Nm Ж) 


Among these aient lane m collectors, lean de Valois. duc de Berry (1330-0467, stands out The son, brother and uncle of 
three reigning French kings. jean de Berry, also called ‘ean he Magnifique" chan the Magnificent |, weas an extremely influential person, 
He became co-regem for his nephew. King Charles Vl ir, 1300244225 Dee. For thu first limo while the king was still a minor and later after 
he tad succ mied to bouis of msemiby. 

Jean de Berry 6 kanwa fer his predilection tor illuminated manuscnprs, He was the ome who ceommssiend the workd-tamoas book of 
hows, Les ints Riches Meares, from the Limburg brothers between 1410 and TAT, What is nat so well known is the tact that jean de Berry 
was (USL as passinnate a collector of precious mares: jewels, magnificent silver, precinus stones, goldsmiths work, pearls, come, medallicns, 
goms, ancient Сатенов. works in carved precanus am] semipreciogs stone, coral moned in silver, shells, cocomms, enm He bower! small. 
precious statueties exquisitely worked in onamellor geld and silver amber and wory, most ot which were Madonnas or representations oi 
saimie (hip, 135 

The inventory of the duc de Bemys collections abeo comes entries for some, bur only a few narra ia. which evidently seemed worth 
collecimg as marvels of name. тегоба ніга. Along with samples of cene; peces cf amber, ас Велам tasks, a porcupine quill and the фанне 
ofa giam, the duc de Berry also owned several come Is] d'une unicorn iunbcor hom ssi, bes; narnwhad irske, 

(Fig. та) 
SSTANTINEIPEEHSTASBUL. CA 1815 
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FSTUDES 

Hw such: collections were presented at dhe tenn ol the 15 cerry to the 
16" can alen һе partly recanted with тефететиге to the royal collectis ander 
Chartes V н. 1364-1380), whe was just as avid a collector as his younger brother, 
кав de Berry, Fra Christine de. Pisan (d Hi 14259 we kw That the king pornit- 
ted hime the ачагу of a daily break of several hours in rhe fernen, doring 
which he withdrew te the private part ol his apartments, [depending on which of 
bis castles he happened ta be ip at the time, he usually had а cem with a daybed 
im 11, а garters, an opory and ap estado," The esiasio was a very private тєн. 
in which the monarch would spend several leisure hours a day im the mist of 
his treasuees The inventory drawn up in. 1369. in which the coments of the yal 
etude in the cháteau de Vincennes are listed, reveals how such collscia reams 
lookec: whereas same Treasures were stored there in chests, most artworks were 
kept in tall, closed cabinets," Unlike the chynastic treasure chambers, which were 
usanally housed in dark, around-floor rooms, such collections of valuable obert 
were distributed about the collectors various residences amd аппк кеч] bo his private 
apartment a amah, iwe ГТА 


Wig. pho 

Anatomical Madel eia Shell 

WITH A МЕРАЕ RAND IRE | GERMAN. [I CESTURY 
at. Ma. tD 


The Schatzkammer survived the Middle Ages as а 
collection type, Every пра ruling dvnasty and 
wligiens community contimaed bo possess a Schatz- 
The Kirat- and Workin in har grow ary the Lis!” 
van oul cH such private collections ef Ian as 
those recorded for Charles V and jean de Berry. The 
acto crucial to (he jar lain of objects ina Schanz- 
kammer were iheir aesthetic and their material value 
Since anounced naturalia were usually viewed as nit 
at all. they were rarely represented. Except fer nine 
astrolabes and three compasses owner by Charles V.'' 
latas medieval estindes were almost entirely lacking im 
abuses (hat are se very typical of the encychespaedic 
collections od the Renaissance; Ihr be noted that 
the emite was nol et a pîr mendi nol indi à 
century later would claims ba ppeirsalilv be assented 
fy collectors and the estie transfered aria Hue 
Kunst- and Wunderkamamer that drew on the copii- 
tive struct pes of the Are mevmarniae with the ambiticn 
af making encvclopacdiy keeles available im the 
cla ops pam, 


iFig Fi 


Collection of Court Huwrglasses 
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à . PRINCY COLLECTORS IN THE 15"! AND 177! CENTURIES 
EARLY KUNSTKAMMER AND STEINE! 

Since the mid- 16" century at the latest, princes, aristocrats, palris ians, 
rich citmens, merchants and scholars north. and south of the Alps had been 
arranging encychlapaedic collections in which they presented пайга substances 
mieabilia: (Fig, 1H) 

These collecnons origi nally had à private character and were; like the late 
medieval estudes, housed in the owner's study cr ım a room thal he could emer 
direcely iron his bdrm 
in. 18} 

Благой Brill bile 
WITH SCIEN TIFT DEFECTS [ROM THE BENA ISSA HCE 


AHD BAVODUE 


The studtele that Francesco | de! Medici ir. T374- 
1587) had installed in the Palaren Vecchin. the seat 
c the Florentine gevemment between 1570. amd 
1572, is a prime example af such collection rooms." 
There the grand duke arranged his collectors items in 
elewen wall cupboards, Ав im all Kenasssance Kunsi- 
kammer, the icacus im the sufinin owned by Francesco 
| was on man's ability to shape his natal вигптшп- 
dings and to change them. This is clearly expressed in 
the paintings i panels on the walls and nn the cabinet 
idees as well as the colored barrei-vaulted ceiling, at 
the godlike creative powers of man and is enthroned 
cian up: in 1574 with briel entries for the items in 
the collection shows which objects Francesco | kept m 
his suite," Not all that many exhibits, but choice 
ones, were distributed bo the wall cabinets by genre 
works im sione amd samples of stone wore stored m the 
frst wo cabinets while the others contained works in 
metal, artworks on paper, weapons of all kinds, misic 
hooks and other writings as well as aporrapam materi- 
als, including forty specimens of coral 

ip 1n 
CASPAR ERAS INNSBRUCK, DATEN 16401 
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THE ELECTORAL SAXON KLINSTKAMMER IN DRESDEN 
The Kip ceram thal Augustus. Elector od Samy, herd deunded abc ten years earlier, ca 16H, lasted bar more exhibits. H was housed 
on the third fene ol the Dresden Resilenzschkoss, directly abewe the Pecore private apartments and linked with chem by a spiral stair! 
Even though the original exibit cones mo longer exist, in this case one of the earliest Kunstkammer invetones has enreives, Drawn ip 
after Augustus died im 157, H fists all auch ibis and pelis the specific focus ol this exceplicnal collection, which forthe most part consisted 
of scientiis and technical imstpaments and pels (Fig. 311 
The core of the Dresden Kunstkammer was what was known asthe Rei&gemach reißen’ means "to draw’, "Gemach! means "chamber 
"cni i. im which the elector worker persinally cas mapping bis territory with the aid of valuable: surveying istpamenis and solved complex 
mathematica) problems (Fig. 22: Augustus Koikgemach and Francesco studielo were similar in character both combined the bupnctians 
of a study or werkmont and a collection room. Both also had the purpose of pet only promoting the passive study of books ip the sense of 
а vita conemplativa, bi i giving their owners analytical amd creative access tn te world along the lines of à vita activa." In these roms 
princes acted as mathematicians, philosaphers, cartographers and oral awn i order te shady natural phenomena via ab approach that was 
at once leti ual and hands-on. 
iFig. 2114 
Кера і Instruments tor Measuring Time and Space 
GERMANS, ERCOEISIS AND FRENCH, IT" ANO EI CENTURIES 
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the weqkshcqs characte of the Dresden Kunsikammer is emphasised by the presence of a hiring mom 
siia d on the Flor aloe inthe attic, Phere, imd nucted by artists in the employ of the court, the elector made 
the ivory cups and tumed configurations that were integrated im hee actual collection mene as particularly 
valuable arti alia (Fig. ài 

Aten Hee death of Elector Augustus, his heirs turned his Kunstkammer ipto a mer ial rom commemating 
ils founder They also tock the opportunity of considerably enlarging the collecion in the first hall of the 17* 
century: the loons of the acquisitions policy now shifted 1o artwerks in sem ip mecit stones, glass, silver. ivory 
(Figs. 24 & 26), amber (Figs, 20, 29 8 35). molherof-pearl (Fig, 55), coral, exotic material (Fig. Zi and evum 
qaietiegs. Thus the Dresden Kunstkammer hecame гине of the most important collections inthe Holy Reman 
Empire. Even new, the Dresden Art Collections (Fig. 2 4 abest spectacularly to the splendor amd diversity cf 
the Electoral Saxon Канети! 


Mining fools im Original Case 
MASTER ME TYE, GATED 81253 
(Cad, Na. thh 


ia — 090 


PRINCELY COLLECTORS IN THE HOLY ROMAN EMPIRE 

The eters of Saxony were naturally ped the only princes to have amassed Kanstharmmer collections porth 
ofthe Alps. By the early 17" century importan Kunst and VWiindeskammer had been butt up in Munich. Kassel, 
Stuttgart amd Berlin as well as others that, however arly existed for a brief wine: they were plundered im the 
Thirty "fears" War 160 bt агий could not be restored antil the latter half ol the 17* century aml then only 
al great expense. 

Even the celebrated Kunstkammnet owner by Rudolph W, which maet certainly have been one cf the most 
imperant collections inthe Holy Roman Ermpire, sustained considerably losses 7" When Prague was laken in 
Vei, the Swedes captured in ome fell swoop hundreds of top-quality paintings, bronzes, artworks im ivory and 
amber, vessels cut from serniprechws shoes, ecienlifics neilê, exec objects (Figs 30 & 55) amd coins, 
That the Kunst kammer and the Schatzkammer al the Kunsthistrrieches Musei in Vienna still boast important 
artworks bodas is due; on ome hand, bo the Emperor Matthias ip 1612-1619, whe had the foresight before the 
war rike owt te have tie most valuable tresses moved from Prague to the imperial residence in Viens! 


En the other hand, not only Rudolph H, but also 
Habsburg collections were enlarged: the Holy Roman 
Emperor's ache, Grand Duke Karl W Franz of Inner 
Ausira ir. 1564-1540), and Grand [bike Ferdinand Il 
of Tyrol ir, 1 64-15950 had installed Kumnstkammer 
їп their castles, at Graz and Amhras (near Innsbruck, 
respectively, which were notabile far tho sheer number 


vd exhilrite thes contained, the quality of these exhibits iig. 321 
and their diversity. Conr Éhonscerps-hern Lup 
ERMAN, СА 1620 

iCal. Mn, 20 
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ren boglay the Kursikamemer {ЕШШ by Fordinanil H 
at Ambre Cad ler anar Innsbruck can be visited in the 
building that the Tyrolean territorial prince caused 
to be built in 1573 to lease his collections Fig, 40), 
Here the nbjects ате still presented in twenty large 
rlispslay cases that stand hack bo back in the middle 
єй the romm: farmed cups, works bey eibversrmiths, ar- 
works in gles, breonzes, basins, coffers ancl cabinets, 
compositione of coral, weapons, automata, decorative 
works marke af feathers, etc. 

By the early 17 contury at the айны, Kunst and 
Worderkarmer had become a must (or all reigning 
pieces and members of the mobility of the Holy 
Roman Empire seeking to consolidate thei ranking in 
the imperial federation. Indeed the peculiar political 
like à patcheseork quill uf principalities under the дед 
єй ihe emperor, gave rise to à cultural competition of 
sorts hebween the leading dynastie. this beading ire the 
mpg ol Kuna- and Wide ram in the major 
court Contes oF thie Empire. Consequem ly, ral cnby 
had the Маһир amassed impressive cillecti ms ol 
objects in Prague, Vienna; Ambras and Graz; mally 
important Kurisl and Winderkammer were oiee by 
кй such as the Elector o Saxony, dukes like those 
Margrave of Baden-iaden (Figs, 32 & 591, aml princes 
єй the Holy Romas Empire such as the Estecházy of 
Forchtenstein Castle, 


(lig, Bay 


Terme Dhjes d'Aet in the Ferm of a Candiesiirk 
PROM THE KUNSSTEAMMER OF RADE BADE GERMAN, CA pega 
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THE KUNSTKANUAER AS DEMONS TRATION CIF POWER 
Whother in Ambras, Dresden ot Munch — the primcely Künsrkammer of the late 169 century often contamed 
the same sorts of oxhibits: dynastic porabe (fig 14), naturale, lett inthe mw skate or enhanced hy artifice, 
to which universal Iherapeutic powers wore imputed, such as "unicom horn amd bezoars Figs. AA & Sih, 
taxidermist's specimens af stuffed exor {анта (Figs, 9, ТА, 404 65), artworks fashioned of rare, exotic and 
costly materials such as rock crystal and amber and marvels of technology and science — computing machines 
and automata (Fig. 367, 
Tin: 38} 
EMPRESS OF THE HOLY ROMAN EMPIRE FEARS POURRAS THE YOUNGER, ATTE 
Fresse, CA 1A (Гер. dai 
(al, No, ўз! Silver Filigeee [алга вай Sere Mode Heron 
INDO PORTUGUESE, IC, TTF C TURY 
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aged as merely the passion bor collecting shown hy 
eceentpe princely amateurs On the contrary H musi 
be conser] as a pestare of princely representatie, 
hence asthe habitus oi power politics. Im fact scien- 
titie Imsaranpqasnis undergo: ni-imierpretarion in the com 
test of the princely coMecnn: they ier svmbolicalty 
wot only te man's creative powers buit te the rulers 
control, adapting H and improving ib Impbemons for 
wearing timo amd space (Figs, 21 & 22: {дыт por 
neularly proa пена Йү in the Kuanstkammer of the early 
modern ар. 
Pig. б! 
JOHAN ODOR КЕНЕП АЕ ТЕ, SIGNED , там М. CA Tat 
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When the: 10000 exhibits în the [ттеп Kunstkammer collection were iventcried tor the (bret Time m 1585, 
the share of mathematical and technical instruments incheded amounted to 450, among them VH! measuring 
eruipment °° 

In a political satin upgrade similar ho that undergone by the scientific and technical Kunstkammer objects, 
tie, Thee ie particularly toe ol wory cope turned on the lathe (Fig. t, Since the VE" century mining had been an 
integral part ni royal eocation Mastering this extremely complex стай was as strong an indicabor ol a princes 
capacity dcr principled rude as his ability po deal with matheratical problems and cartographic projects was, 
Using the lathe yo aesthetically enhance the value of a precious mw material by mansioming it wm a work of 
an, a prince concomiantiy domonsirated bis ability ba shape society into a higher political order. Significantly, 
entries in tho inventory at the Dresden Kunstkammer drawn up in 15H5 verity that both the ivory cups which 
Augustus, lector ol Saxony had personally mined on the lathe and the lathe on which be had turned them 
were exhibited in his Kinstkammer * 
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Not only in Dresden, but also in Munich, Kassel, Prague, Florence and in other seats of royal power, the 
exhibits contained in princely Kunst- and Wunderkammer bore witness to reigning princes' hands-on involve- 
ment with the applied sciences, with art techniques and with medicine and alchemy (Figs. 19 & 38). Thus 
the reigning prince was stylised into a princeps artifex in the rooms that housed his collections," i.e., he was 
transformed into an artist prince, whose ability to govern was measured by the standards he had attained in the 


fields of science, crafts and art. 


(Fig. 38) 


Mortar with Life Casts 


WENZEL JAMNITZER . NUREMBERG, CA 1550 


(Cat. No. 30) 


THE Ki! fS 5 TRAMMER AS THE PROTOTYPE CH THE MESDER WESELU M 
undergo a typendogical change inthe fate 16" century: From exclusive collections 
ol choice objects that were usually housed in the princely aparimeris, Kansi- and 
Wuneerkamener were iranstrirmecd over the course of the 177. century imio probs- 
accessible to an eves-widening circle of vistors, Chute trequerthy rooms in which 
collections might ber stared and displayed were now displaced in locations nuiside 
the ceoremenial core of the reigning princes palace and sometimes even housed in 
separate buildings huit and earmarked ir the purpose: Pake Albrecht V ot Bavaria 
dor instance, caused a sîro are de he baili horween the Alter Hoi and de Herves 
of the Munich Residenz, a project that was carried out frm 1563 to 1567, The 
Banorian rulers Kansikammer exbibies were showcased there гип broad tables set 
ap im fight filled rooms iiwmnnated by large windows Copenhagen affords another 
example nt thi рванай roal of co lectione frr a seawal palace: King Frederick NI 
of Denmark ir, 1648-1670» did not found a Kunsikorimer until later. in the mid 17* 
century, but when he did; he had à dedic aed three-story building erected tor (t im 
the greens of rhe royal palace in Copenhagen in 1655. Ihe mew huilding housed 
the arrecery, the library andi, сиз the tap floor the royal Kunstkamener, "Some of 
Palace.” 

The creation of collection space distinctly separate from the com of a reigning 
prince's seat is aor the only pliable indican that princely Kunstkammor wer 
subjected bo am imestiiienalisation process {rom rhe Late 16? cen onwards. 


Another feature signaling that such a process 
took place «othe fact that from then on the: number 
of qualified personnel fired to curate: Kunstkammer 
os mel рї гь hegan to be hired at Eu mpaan cours 
as "Kunstkammerer or Inspektor der Konstkammer ° 
invontorymg and maintaining the exhibits The duties 
of a "Künsrkammerer also included receiving amd. 
accompanying strangers who wished to view. the 
collections. Although only sekect circles witially had 
access 10 princeby Kansikammer, over the course of the 
17 century they were opened up & an mcreasimgly 
brader public, In Dresden, fer example; alifough 
ihe Electoral collectione were qot open de evene 
the number of visitors ir dem was ponethedess quite 
lange: the Dresden Kunstkammer visitors’ book dor 
ihe year T6H4 records nearly erghi hundred visitors 
= quite а dong dor the Time Sot only did aristecsats 
and diplomats come qo Drosden fem far and wide tre 
seo (he metka massid by the Electr of aom 
bat И was alen a magnet for amists, merchants, sti- 
dents, scholars and craftsman, Even wedding parties 
reguläre went through the схо аги roms. 

(Pig, aM 
fice gL silyer Fumander 
SOUTH GERMAN, CA Tec 
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4 . NATURAL SCIENTISTS, SCHOLARS AND TRADERS: MIDDLE-CLASS KUNST- AND WUNDERKAMMER 
THEATRUM NATURAE: THE COLLECTION AS RESEARCH MATRIX 


Apart from the great princely Kunst- and Wunderkammer, collections based on the natural sciences 
that had been amassed by scholars since the 16" century also had a formative influence on the culture of 
collecting in the early modern age. Such collections consisted mainly of naturalia, including numerous exhibits 
that come under the heading of mirabilia, but artificialia were for the most part excluded because collecting was 
engaged in here primarily for the purpose of outlining a natural history on the basis of natural objects. These 
were collections that grew out of an endeavour to catalogue the world and its natural phenomena and, like 
princely Kunst- and Wunderkammer, they were based in principle on the analogy between the microcosm and 
the macrocosm. As theatra naturae they were often part of a comprehensive project for generating and conve- 
ying knowledge.” 

A prime example of this approach is the collection amassed by Ulisse Aldrovandi (1522-1605), a physi- 
cian and scholar, who held the first chair of natural history at the University of Bologna, and where he foun- 
ded the first public botanic gardens in 1568." Aldrovandi succeeded in amassing a spectacular collection 
of botanical and zoological specimens, which, shortly before his death, comprised some 18 000 exhibits 
(Fig. 41). He also collected 17 volumes illustrated with paintings of naturalia (flora, fauna, minerals and 
monsters), executed by celebrated artists, including the likes of Agostino Carraci (1557-1602) and Jacopo 
Ligozzi (1547-1627). Under the terms of Aldrovandi's will, his collections were bequeathed to the Senate in 
Bologna. They were displayed at the Palazzo Pubblico in Bologna until the mid 18" century and later went to the 
Accademia delle Scienze dell'Istituto di Bologna at the Palazzo Poggi, where they are once again accessible to 
the public. Aldrovandi's collecting activities were dedicated to the generation of knowledge through a universal 
research project: assembling natural objects and ensuring that they were reproduced in pictures represented to 
him the first step towards studying nature. The scholar enriched the physical and empirical study of res naturae, 
natural objects, by an intellectual, theoretical approach to it via the study of books. His object-based research 
in turn led to publications. He not only published the catalogue of his collection (1595) but also a great many 


treatises in which the naturalia in his possession frequently played a role. 


(Fig. 41) 


Sea Monster from Aldrovandi's Monstrorum Historia 


WOODCUT BY GIOVANNI BATTISTA CORIOLANO . BOLOGNA, 1642 
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COLLECTING AND PUBLISHING 

How close the connection between research, collecting and publishing 
was in the late 16" century is shown by the Museo owned by the Neapolitan 
apothecary Ferrante Imperato (1550-1625)." This collection is still known thanks to 
the often reproduced Ritratto del Museo di Ferrante Imperanto [Portrait of Ferrante 
Imperato's Museum], one of the rare representations of late 16"-century collection 
rooms. Three visitors and a young man with a pointer are depicted in a room full of 
collected shells, stuffed taxidermist's specimens, minerals and herbal specimens, 
with a huge Nile crocodile at the centre of it all, attached to the ceiling, its belly 


facing upwards (Fig. 42). 


What this copperplate shows is not the only interesting thing about it; so is the 
original function of the engraving. It in fact represented the visual introduction, 
as its frontispiece, to the Historia naturale, which Ferrante Imperato wrote and 
published in 1599 in hopes of rivalling Pliny the Elder's Naturalis historia. The 
engraved ‘portrait’ of Imperato's Museo emphasises the special status a collec- 
tion assumes for a scientific natural historian: it functions as a visual and object- 
based matrix for scientific studies and experiments, the findings of which are laid 
down in writing in the form of publications. Not by chance was Ferrante Impe- 
rato a member of the Europe's first research facility in the natural sciences, the 
Accademia dei Lincei (Academy of Lynxes, i.e., the ‘sharp-eyed’), to which Galileo 
Galilei also belonged. Like Galileo, Imperato openly advocated empirical research 
and rejected the authority of ancient writers to turn to writing a new natural history 
based on empirical observation. "^ It is typical of the new relationship between 
scientia (knowledge) und experientia (experience, experiments) prevailing in the 
16" century as the basis of natural philosophy and promoting the rise of natural- 
science collections as the epicentre of a new, experimental culture of knowledge 
that Imperato’s Museo represented the visual prelude to his natural history." 

(Fig. 42) 


Kunstkammer of the Neapolitan Apothecary Ferrante Imperato 


NEAPEL, 1599 . ENGRAVING FROM FERRANTE IMPERATO'S 


DELL'HISTORIA NATVRALE 


There is another important aspect to consider 
in the case of Ferrante Imperato: he was not only a 
natural scientist but also an apothecary. That means 
he dealt in the very apotropaic substances and phar- 
maceutical remedies that were in part represented in 
his collection as unprocessed naturalia. Although he 
never advertised his trade in his treatises, there can be 
no doubt that his collection was instrumentalised as 


an indicator of his professional competence. 
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THE MIDDLE-CLASS KUNSTKAMMER AS A TRADE SIGN 

The example of Ferrante imperat makes clear that cullectionws, even when 
they represented the outcome of a passion for the objecte or scientifie ambition, 
chee served as shop signs advertising Ieir owners’ tradu. A painting Из a small 
format that ie frequently referred to in connection with Kune and VWiundeonkammer 
because îl is ome al only avery few al ite kind iustrating a 17"-centiny. ebb he- 
clase collection shows very clearly that this was mot only true of apothecaries 
(Fig, 44} 

leseph Arnold i Pab- 167475), a painter, had depicted the Kunstkammer sonen 
hy the Dhimpbels, a Regensburg Family ol iradesimen. A large cones ЇЇ by twee win 
flows ie chew, i which the exhibits are presenol on the walls and on three 
large tables, Ad first glance, they seem te match the 17"-cemtury collection cam: 
hooks, paintings, globes, porcelain vessels, ire- gil sihver skates, coral Honma- 
tions, shells, including engraved палае нее shells, eeveral figurine clocks (Fig. 451 
and automate as well as ebony cabinets, More unusual in this context are the 
vxhibite that are represented in the foregroind cpi thee Panor of thee rom, Ti the belt, 
ewam the lables, stands à pw of пына amd canon medeke Fig, 44) of varios 
sizes, Из the foreground, right, a small caren with a pile of prejectibes, а sail of 
iip 4 
Fires Model ob a Canan 
МИНА MARK, МР RABA RA Г BLIGE MAREE), CA Tobi 
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IGSEPN Аме П REGENSSLIBG, ús 


Weapons and military insignia were represented 
dn many Kunslkammer here they are segarded qot 
andy as collectors Heme but refer pimtedly ter the 
tray practised by the collector, whose coat ed arms is 
emblazoned on the tablecloth hanging down from me 
table at the centre." The owner af this collection: was 
ivianan Albrecht (Pimpel 1539-1692 whe: opened 
an ionmongery in Regensburg in Ht 3." der existence 
for several gamma liana without imterpigatacsn, il Was 
the Fondation on which the fame and riches of the 
Dimpiel fanily in Kegensbing were based. Eveti inalay, 
the portrait cof johann Albrecht Dampfel executed fw 
the copperplate engraver lohan Abrecht Calwein in 
192 ав o re гган енге high social states," 
The painting depicting his Kunstkammer in tarn wnder- 
scores the access he haad with his тит, which 
is peres um HL as the cosa lt ol the owner's education 
and as а means bo upwand таси ару, 

(Fig. 441 
Kunsıkammer of Ihe Dimphel family 
OPAQUE PAIST WITH GOLD ЧЕ ТНТ: Dh VER ELM 


ULM MUSEUM, IMN, HO. [082.2611 


д. 


065 


064 


АОСК AS A CENTER FOR AKT IN ELIRESPT 

Мена German merchants who eared a repatation as leading 
collectors im rhe 16" and 17* centuries lived in cities pranted 
imperial impmesdiacy, Le, they were cirecty under the: authority of 
the Holy Boman Empire. a states that promoted eccmanmic grow 
in the cities that enjovert it and promoted the rise af farthang 
fade routes and conmmminications metwerks This is very definitely 
tue of Augsburg, which had developed imc a European am huh 
since the Voth century, Luxury goods and artworks wen: produced 
tion od being thee capital of aeletsnaitting. Well imo the 18* cen- 
tory, Augsburg goldsmiths amd silwersmiths were inbermatianall 
renowned: they worked on commission toe the rulers of Corman 
principalities avd European potentais From magnificent silver 
services far banquets (fig 41) to silver fimnishings: silver and auld 
objects of all kimis could he ordered in Augsburg and acquinsd 
hy a prince, rich aristocrat or patrician," The Awgsbiurg ingini- 
Tent makers were consummate masters of their crat U Honor 
iheir watches (Fig. 13), automata and scientific compendia were 
proverbia lly warih their weight in gold. 


(Fig; All 


Hinere Clock with Crecilininn 


CASPAR ГЕРАР чш} [з AUGSDLEG, CA tir 


(Cat. Ma. ЗЬ 


Alongside goldsmiths and iretrament-makers, the guild of craftsmen known as Kistler [rhest-makers| 
damir imed h, Augsbiurg'e renown as the European capital id the luxury iade, Augsburg calsimet-makers had bern 
the leading makers of richly decorated cabinets (Pigs. 46-445 used forthe storage of valuables amd online‘ 
itema. During the 16" comun they mainly made square portable kirine icalled Kisten, meaning ‘chests’, in 
English a cognata term of ative week decorated with intarsia, which increasingly came bebe eel fer storing 
and presenting Kunstkarimer objets (Fig. 46). 


Veg. dé) 


Count Renaissance Lahineı 
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lnwards the close of the 16" сгтїшгү, those cabinet chests developed ineo true architectural furniture 
(Figs. A7 & 581 which waa finished with ebony veneer, siberr mounts and fillings, ivory intarsija (Fig. 49) or 
ewen inlaid with seniprecious stones Firing up these so-calked writing desks” ini sumptuciiae йиз was a 
task alloted to highly specialised artisans, whe had also settled in Augsburg: watchmakers, musical insirument 


maken, sculpiors, рина» who founded and forged brass, engravers. etc worked in tandem with the chesi- Fig, 47) 
makers in create the choicest iurmishangs for colbeciors, Kenaissaner Facade Cabinet 
AUGSRURG, CA Trig 
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PHILIPP HAINHOFER AND THE POMMERSCHER KUNSTSCHRANK 

Buoyed up by the Augsburg art production, Philipp Hainhofer (1578-1647) 
made a name for himself in the first half of the 17^ century as an art expert and 
agent." The scion of a respected Protestant family of cloth merchants, Hainhofer 
travelled for study purposes to Italy and the Low Countries before founding a 
firm of his own dealing in luxury goods of all kinds in 1601. He specialised in 
ordering, buying in and selling art works, most of which were made in Augsburg. 
In particular, he procured choice Kunstkammer objects for the aristocratic and 
royal collectors who were his clientele. Combining mercantile and diplomatic 
activities, Hainhofer skilfully exploited Augsburg's status as a traffic junction 
and trade and information hub. He served several princes in the dual capacity of 
furnishing them with political bulletins and procuring valuable art objects. He was 
even able to persuade some of them to order magnificent Kunstkammer furnishings, 
personally overseeing the design and manufacture of these cabinets locally and 
stocking their abundant and capacious drawers and compartments with appropriate 
naturalia and artficilia. Thus the Pommerscher Kunstschrank ^ was made and outfitted 
between 1611 and 1616 on commission from Philipp II of Pomerania-Stettin. It 
was destroyed in the Second World War; its contents are all that remain of it and 
they have survived in the Kunstgewerbemuseum in Berlin." In consultation with 
Philipp Il, Hainhofer had this magnificent piece of furniture and its contents made 
in Augsburg, employing the best ‘Kistler’, goldsmiths, watchmakers, painters, etc. 


to collaborate on the project. 


The importance Hainhofer attached to this piece of Kunstkammer furniture 
is revealed in a painted panel that was built into the cabinet itself and shows 
the cabinet being delivered to its owner (Fig. 48). This is, of course, a fictitious 
pictorial invention because the painting was executed before the cabinet was 
delivered. АП the more interesting, therefore, is the scene executed by the Augsburg 
painter Anton Mozart, without a doubt under precise instructions from Hainhofer: 


while a procession of artists who participated in the project is descending a stair 


in the foreground, right, to enter the room at the bot- 
tom, Hainhofer is portrayed standing in front of the 
Kunstschrank in the background, left, next to Philipp II 
and his wife, surrounded by important dignitaries of 
the Schwerin court and some of their clients. Hain- 
hofer is showing the duke the contents of a drawer, 
which he has removed for the purpose. This painting 
is classified as belonging to the genre of ceremon- 
ial pictures, which were usually commissioned by 
princes to commemorate royal weddings, visits of state 
and important audiences or ceremonial investitures.'? 
Thus the delivery of the Pommerscher Kunstschrank 
itself has been stylised into a ceremonial act celebrat- 
ing Hainhofer's admission to court society and, in a 
certain sense, anticipating his appointment as Pome- 
ranian Councillor to the Schwerin court. Although this 
citizen of Augsburg is clearly assigned to court society 
in this representation, he is at the same time, from 
the spatial standpoint, closest to the artists and the 
Kunstschrank; between Hainhofer and the duke in turn 
there are artworks from a drawer of the Kunstschrank. 
Thus Hainhofer's status as an intermediary between 
the court and the artistic sphere is emphasised. It is 
his intensive dealings with art that ennoble him and 
make him a courtier. 

The Augsburg citizen's self-image is clearly 
expressed in this panel painting: unlike the Dimpfel 
family, Hainhofer did not view himself as a dealer but 
rather as an art expert, therefore as a man of higher 
social status, one who supported princes in their 
need for official show by procuring exquisite, even 
matchless, artworks. Although Hainhofer for commer- 
cial reasons also commissioned smaller, relatively rea- 
sonably priced coffers or cabinets for his trade," the 
clientele he targeted with his valuable and expensive 
art cabinets was exclusively royal. In his dealings with 
that clientele, he cleverly used his own Kunstkammer 


to stage his promotional presentations. 


It is not by coincidence that collectors like Dimpfel or art experts like Hainhofer chose to live and work їп 
cities granted imperial immediacy. The oligarchic structure of such free imperial cities promoted an upturn in 
trade and art, hence also the emergence of a culture of collecting that interacted with the court and its inner 


circles yet concomitantly showed behaviour patterns of its own. This was the case not only in the free imperial 


cities of the Holy Roman Empire but also in the chief commercial centres of northern Europe, notably Antwerp 


and Amsterdam. The Presentation of the Pommersche Kunstschrank 


THE MIDDLE-CLASS COLLECTING CULTURI 
IN ANTWERP 

The emergence of a Boarishing culture af collect 
ing im the northern acid southern Low Counirhes is 
closely Мн ей with the devetopment of global 
sealaring (Fig. 53). Since the discovery of the direct 
smaritire route tee India via Wie Cape of Cond Hope, 
fhe Portugese had assumed the leading role in the 
spice trade, As a spice-trade emrepót month of the 
Alps. Antwerp developed ipti а major European trade 
vstablishing iseli as a centre Bor goldsmilhing: print- 
ing, painiing, eculphare, Зарнену and silk weaving. 

iiamcnd-cuitring and glass-making Fig, 5017 
ig: dn 
FACON OF FRIST OE VENILE, CA diede 
ital, Nu. ч] 


However, during the wars for independenes сара by ihe mortherm Low Coun- 
ries against Spain, the pert city was hil in 1566 by a seriis enanomic crisis amd 
weet ito long-term decline, bosing ite status as an intermational harbar city awl 
chisi ontrepür ing overses trade bo Amsterdam. Nonetheless, Antwerp continged I 
play a considerible ии as a producer of high-quality cultural gods and art objects 
during the 17" century. Collectors in Antep concentrated: mir only om painting 
bat expanded their focus ki include all ar objects produced locally amd which 
Thigh) attest! do their owners. appreciation ef art and knowledge of it: for imetance, 
scientific instruments, glass inthe Venetian manner and cabinets featuring painted 

Fig, la 
OLRMARN, Fh" AND LITT CENTLBIES 
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The rich production of art їп Antwerp and the focus of 
collectors there is exemplified by the Kunstkammer paint- 
ings (Fig. 52) invented in Antwerp ca 1610 as a distinctive 
genre in its own right that was very popular until the close 
of the 17^ century.” Even though these paintings should 
not be regarded as reproducing existing collections, they 
still show that elite collectors from Antwerp were chiefly 
inte-rested in artificialia. Indeed, there are hardly any 
naturalia on view in these fictitious collection assem- 
blages. Instead paintings and sculptures, scientific instru- 
ments, jewels, silver cups, tapestries and cabinets figure 
prominently in them — in brief, luxury goods that were 
made locally and marketed far beyond the borders of the 
country as valuable collector's items and highly desirable 
articles. Things looked rather different in the northern Low 
Countries. 

(Fig. 52) 


Allegory of Sight 


JAN BRUEGHEL THE ELDER AND PETER PAUL RUBENS . ANTWERP, 1617 . OIL ON PANEL 


MADRID, MUSEO DEL PRADO, INV. NR. P01394 
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LOW COUNTRIES KONSTKAMER IN THE GOLDEN AGE 

A German envoy to the northern Low Countries noted in 1610 that he had 
seen in Amsterdam “many beautiful paintings and numerous rare objects from 
India in the homes of private individuals.” In the 17^ century, paintings and 
exotica did in fact represent the focus of middle-class collecting in the northern 
Low Countries."' The vast number and high quality of the paintings produced by 
Dutch masters at this time are sufficient indicators of the fact that paintings were 
a ubiquitous commodity during the “Golden Аде” of the Republic of the Seven 
United Provinces.” The fondness shown by its citizens for exotic objects in turn 
goes back to the colonial expansion of the Republic, which more than held its own 
against Portugal in seafaring and in the military conquest of new territories in the 
17" century. The founding of the Dutch East India Company (Vereenigde Oostin- 
dische Compagnie: VOC) in 1602 and the West Indies Company (West-Indische 
Compagnie: WIC) in 1621 sparked off an upturn in the importation of exotic goods: 
ships from India, Ceylon (Sri Lanka), the Dutch East Indies (Indonesia), Japan, 
Africa and Brazil anchored in the ports of Enkhuizen, Middelburg, Rotterdam, Delft 
and especially Amsterdam, laden with cargoes of spices, textiles, porcelain vessels 


(Fig. 53), shells, precious stones, perfumes, medicinal substances, ivory, etc. '^ 


It was not only the economic upturn brought on by seafaring; the oligarchic 
structure of the Republic was another factor that strengthened the status of the 
mercantile classes and promoted the creation of numerous collections. Apart from 
the collections amassed by humanist scholars, who were chiefly interested in 
studying Greco-Roman antiquity on the basis of writings, archaeological finds and 
above all coins and medallions, collections also existed in the Republic, as they did 
throughout Europe, that were primarily scientific in character. Collections of this 
kind were particularly common among apothecaries and natural scientists as well 
as colleges of surgeons, especially in university cities such as Leiden. In addition, 
rich citizens owned collections of art and naturalia, and those collections were 
usually known as 'Konstkamer'. In Amsterdam alone, some ninety collections have 
been verified for the years between 1585 and 1735; further, there were as many 


collections of this kind again in the rest of the Republic." 


The special status enjoyed by the northern Low 
Countries in the 17"-century European collecting 
landscape did not escape the notice of princely 
collectors; they often acquired collections en bloc 
there to upgrade their own Kunstkammer. The Kunst- 
kammer owned by Friedrich Ill of Schleswig-Holstein- 
Gottorf (r. 1616-1659) at Gottorf Castle, the vast 
collection of art and naturalia amassed by Cosimo 111 
de' Medici (r. 1670-1723) in Florence and the Kunst- 
kamera of Tsar Peter the Great in Saint Petersburg were 
all considerably enlarged by the bulk purchase of 
entire collections in the northern Low Countries. Two 
of the most important art collectors of the 18" century, 
Duke Anton Ulrich von Braunschweig-Wolfenbüttel 
(1633-1714) and Prince Eugene of Savoy (1663-1736), 
are also known to have gone to Amsterdam in search 
of art treasures, in particular Chinese export porcelain, 
blue-and-white Kraak porcelain (Fig. 53). 


(Fig. 53) 


Kraak Porcelain and Mother-of-Pearl Treasures from Overseas 


16™ AND 177" CENTURIES 


KUNSTRAMMER OBIBCTS POR DUTCH AND EUROPEAN COLLECTORS 
And jt was porcelain that drove Prince Eugene ti Petronilla Curtmans-de |a Cum (1624-1707; - one od me mosi distinguished 
collectors in Amsterdam. According to a contemporary report, Prince Eagen would spend hall a day ata time in that rich woman's home 
gazing at ‘three lithe chambers full of porcelain" There he could айыз admire outstanding paintings, watercolours of exelie Ira and 
fauna, cnt-sbonie vessels, cames, medallicns amd ivoren, including eleven works by the sculptor Francis van Bossi (1645-1692), bo whom 
Petre] la Cearna ps-de la Court was a benefactor all her adult fife Fig, 541 | 
Another Dach artisan who was represented by a higher than average number ol works in the Ciontmans-ide la Cove collectis was 
Comelis Be llakin jor 162 5-hefon 17111, a cutter and engraver uf moher-ef-peatl. The Frankfurt scholar Zacharias Conrad von Lffemnhach 
also visited the Cortmans-de la Court Konstkanwey while staying in Amsterdam and reported in his description al her collective on ‘a small 
lox in which ther: was nothing but mother-of-pear shells, all uf them were carved by Bellekin, and so beautifully that we Rave seen thnit 
Tike where ede "7 Some days befor Uffenbach had been permitted 16 admire enge. “anworks cá medherofpearl made by Bellekin. 
including (4 eupendy carved nautilus standing op a very beautifully worked silver tool made in Augsburg: im the Кыты! капат uch ly 
a physician named Moris.” Ir becomes clear trom Ulifenbach’s account of his travels thal jut as Francie van Bensuit reacted successdully 
with his valuable ivory statucttes and reliefs to the demand for her from rich collecte amd dealers in the Low Comntries, Bellekin with 
his engraved nati hire shells appealed i the Ditch market lor maralia imn cvenseas that had been subjected t artistic enhancement. 
ip. 34i 
Smoking Satyr wilh Clay Pipe 
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He sold his engraved: nautilus shells without 
mounts bur the shedls were sn. highly prized that, 
as fragile as they were, some ol therm were senl do 
Augsburg or Sockbolm (Fis. 55) so that they might 
be handsamely mounted in silver | nsurprisingl y, 
these arwwarks thar were literally made in order for 
collectors in the low Countvies also fund a 
clientele among bormpeam reigning princes. Bellekins 
armworks were added 10 he princely am collection 
that were most important shortly before and айат 
1700, imrlarling the Groen Vault in Dresden, the Royal 
Prussian Kunstkammer in the Berliner Schloss and the 
Habsburg Schaizekammer in Vienna, Before 1721 the 
пй а magnilicerw Bellekin cup, which he moonorated 
in his Kunstkarmrmer at Friedenstein Castle '* 

The success enjoyed hy Bellekin and van Bass 
the coverousmess. displayed hy so many merchants 
who distinguished themselves as collectors in the 
northern low Countries contribuer in ihe promotion 
ol artists amd the emergence of newel works of am 
seme of which were marketed jar beyond the borders 
ed the country to a primcely. chemel, 
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WONDER IN THE NATURAL PHILOSOPHY CF THE EARLY MODERN AGE 

As widely as Kunstkammer varied inthe 16" and 17* centuries, depending on whether they belonged to 
princes. traders, apothecaries, artists ar scholars, they nonetheless allways had something in come; the aam 
was Vo amare visitor and arnuse their curiosi, The term "Wuncerkammer coimed by Samuel Cicchrebrrg in 
a theoretical teatise 1565) сип collecting and sulisecuently usec as a synonym for "Kunsikammer , shows that 
wonder was indeed a key characteristic of collections inthe early modern age The emergence of Wunder. 
kammer n the VÊ century was premised on a revaluation of cunosita. This trait had been detined as a sim in 
theological circles since 51 Augustine, Still, marcelling at tho cmnipresen wonders that shaped t hrisnans’ lives 
in he late Middle Ages was unativcted by that negative evaluation Cin the one hand, people experienced 
marvels that trite them, sch as freaks or comets, and intesprotod those marvel: as signs of divine wrath 
heralding punishment tor sees and Corruption. Cin the other those wonders were cnunterhalance by mumerms 
гиб ишн! 


am the incarnation of positive wonders: umnicom hom: marahal mik), "sea mat cocci, grvplian inr grita 
eggs! strich eggs) and even serpents’ tongues! cossilised shark boethi) Fig 10) People who fied at that rime 
saw in those ables and bi gure nalural obyects Gods direct imtencessanm in the nabural order oí things. And 
visitors to ecclesiastical amd profane Schatzkammer believed they could come ime direct contact with the 
cdemiurgnie power of the divine by being im thee same space with or physically touching, mirabilia. Hence apr- 
Mapait properties were usually imparted co such ‘divine wonders (Fig, 3r they were supposed to protect ther 
owners from poison, disease thundersionns and all other phencmesa that hoded ill a baliat that persisted 
cun indes tho TE" century inthe tace of all scientific knowledge and that is also characteristic of the approach 1 

moralia ım the Konsi- and Wunderkammer of the early modem ape. fig. 5n 
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inspired by жиа ыйба or aher marvels of divine origin, nme theotngians iñ the late Middle Ages 


Inpitimateel curiosity as a positive motivating farce because it attested to man's endeavour to honour divine Cre- 
ation, an авн ний they welcomed, Heaven, the discovery ii the Americas made curiasitas flare up again on an 
plead scale and bed to a radical appraisal ofthe concept. Wonder was completely rehabi liken as the 
object ni pibiloscsphical observations, By the close ofthe 1 century, the negative attie adcapied by natural 
philesoption, who had viewed amazement at wonders as a sign el ignorance, had been consigned to me past. 
The wonderful was merely peroeived as a deviation (ream the norm. Hence мфу бур wonders was believer] to 
rare qo a beter understanding of the mechamisens Informing natural Croation ie a whole ” 

By assembling mirabilia of both natural and artistic provenance, the Kunstkammen presente wonder as 
the interiace hal wesen hatu ne ат art (Fig. 571. The investigation of айла] wondere, marvels al nature; lil to 
inwana in We aree mechanicas: only by studying natural wonders aid Иги imibalively intervening in 
divine creation paler cail the artist himseli produce mechanical marvels. 

The juxtaposition of mirabilia of a natural aed an artistic kind made the Kunst karane the playground of 
natural scientists amd artic, Hiwever the playful character of such collectione should defiaibely be lakon 
велікан у because i stems (rom the endeavour ob natural philosophy hi explore the arcane mechanisms al 
Creation onthe haris of the abnonwal, ie, the wirds.” | 
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KUSSTRAMMER СВЕСТ AS THE FORCE DRIVING CURIOSITY 

The status accerded b wonder as a cognitive resource is nos shown in rhe Kurestkammer by mirabilia alone, 
Cn the comtary, most of rho exhibits were aimod at amazing viewers and arousing their curiosity, In this nespect 
collection cabinets played an importa robe, especially the magmfécent cabiners that as early as thie chose of the 
16" century functioned beth as simge turnin and collectors deme im them cwn right iig o3 07 

A distinguishing feature of those Kunsikammer cabinets is the comparimentalisarion that blocks 
mamediate visual and tactile access m the actual exhibits: Panel doors, drawers, compartments and casings must he 
opener bore: the agers inthe collection can be accessed. Secret drawers are deliberately designed ni delay 
the process of discovery: only after a long search, alter fillets, interior walls or eleaenrs of the decoration have 
heen fell by the seekers fingertips and sophisticated opening mochanisms have boon unlocker ape the minute 
objects vealed that are hidden at the hear of the cabinet in iho most inaccessible place The characteristic 
feature here is, adhesion, the proliferation and diversi of the casings, each of which the seeker opens by 
araping in find the opening mecha gem, before the tome cone, the collection ohpects аке bromghi to Night, Wee 
tachile process cá discovery ie visakallv supported by the decoration of Kunstkammer cabimets, which usually 
becomes mon: elaborate ihe further ene progresses wars Tho outer panel doors in particular often apan Te 
reveal a mognificently decozaed facade of drawers which quite frequently are in stark contrast to the витр 
exterior appearance ofthe cabinet, arresting the viewer momentary betor he actively engapes m seeking tha 
свіней бена objects (Fig. 471 
Wig. 545] 
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The same playful discovery principhy ia clearly shower in the nory anatortical modela in which the Nurem- 
berg sculptor and turner Stephan Zick (1539-1 7 13: specialised towards the close ol the 17° century. They 
are alten devoted ty presenting organs Fig. 61) or entice human bodies that can be disassembled inte their 
individual parts, Popular models made by Fick presented both men and/or pregnant women (Fig. 62}, The 
latet were alten peesented in a coffin or on a bier, The women are depicted as having died in childbirth and 
in general they reminder) viewers of the pne hictability of the mortality to wich all life is subject, As mern 
ma! they inviled viewers te linger and contemplate, However, these quist observations on vanitas were meant 
In he followed by a рауы approach to the object af study iseli. Zick's models in fact encouraged Kunstkammer 

visitors ho be hands-on with the object, They were supposed qi open qe pregnant wieman s abdominal wall, he fag ots 

STEPH AR FICK NURTARERG, CA Tei 
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aa at the amespected view into the interior el her body and study female anatomy liy emoving the indi- 
vical organs, even the atere with the foedus. Zick's models ol pregnant women were nol in the least intended 
as teaching models tor eperialiets dn the field o£ medicine; the representation of the organs did wot match the 
state of knowledge that had been attained by the late 17" century ithe heart, for imstance, lies al the centre ef the 
thers), and the material chosen (vin) woul have been dar ton cosy fer use in the making of teaching aids, 
Quite the contrary, Fick's models ane typical Winderkammer objects, intended to kindle the curious viewers 
Interest im anatcamical issues and bo set Ин mation the very process of explication and discovery which was Ihe 
айп of the Kansi- and Vpnderkammer in ihe carly modem age. 
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THE BAROQUE KUNSTKAMMER AS А THEATRE OF WONDERS 
Zick's anatomical models show that visits to Kunstkammer continued to centre on wondering at marvels, 
being amazed by them, on into the 18" century although a change took place over the course of the 17" century. 
Whereas marvelling, wondering at something startling, was originally the starting-point of a cognitive process 
that was supposed to initiate visitors to Kunstkammer in the arcana of natural history, by the late 17^ century 
it had become an end in itself. Visiting a Kunstkammer increasingly came to mean attendance at a spectacle. 
The Museo of Marchese Ferdinando Cospi (1606-1686) in Bologna (Fig. 63) is notable in this respect. In 1677 
Lorenzo Legati published the catalogue of that collection, which was famous at the time and much visited.” 
Numerous specimens representing the Three Kingdoms of Nature (animal, vegetable and mineral) were on 
display, along with scientific instruments, Roman antiquities, medallions and works of sculpture. Cospi himself 
had a marked preference for mirabilia of all kinds and collected anything that had to do with mostri humani, 
e., human beings with physical disabilities. In his Kunstkammer he exhibited, for instance, a portrait of 
Sebastiano Biavati, a dwarf. Not only was Sebastiano Biavati represented by his picture in the collection, but 
he was also present in person: as custode del museo he was the one to guide and accompany visitors through 
the collection rooms. So Legati introduced his catalogue of the Museo Cospiano with a copperplate (Fig. 63), in 
which Biavati is shown with a pointer in the midst of a collection room. The visitor depicted on the edge of the 
engraving is, for his part, pointing with outstretched arm to the collection in which the little 'Kunstkámmerer' 


is integrated as a living example of mirabilia. 


(Fig. 63) 


The Dwarf Sebastiano Biavati 


AS CUSTODIAN OF MUSEO COSPIANO . BOLOGNA, 1677 
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Ненанын, the theatrical aspect of the Barcque Kunstkammer was ned merely due do the spectacular aljorte 
in such eolkecticns (Figs. 64-56), which enticed visitor le sawna them from the visual angle as peeping Toms. 
instead all five senses were addressed io ensure that a visit to a collection was desigmed as a memorable 
experience, A prime ckample of this approach is provided by the celebrated Künstkammer established in 
the mirl 1277 ¿emtury by the universal scholar and jesuit Athanasius Kircher ена thani in the Collegium 
Romanam. ` Kircher's assistant, Glargie de Sepi mated im the catalogue of the Arsen Kincheriangm he 
ранен їн 1678 that visitors weal be greeted there by a roll af organ music, which cold imitate sms 
ranging from birdeong to Egyptian bells ' just as а musical prelo puts a theatre audience im tha right mood for 
а play, the organ in Kirchers Kunstkammer pre HÎ the ideal audial built-up to the visual and tactile stimuli 
emanating from the objects in the collection, By When at he: atesta visit oa a Kunstkammer had assumes aspects nba 
spectacular show but its educating value Vene quite often bei be diminished fram a cognitive space dapes hy 
Phitesophical and scientific «coment, the Kunstkammer had deovehogasr| int a Baroque theatre: of wonders 

towards the end cf the 177 century, F bai , Wirem 
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WONDER: BEGINNING AND ENDE OF THE KUNSTEAMMER 
Whereas wonder had been the guiding principle inkorning the Kurestkammer Hi the bh" century. this concept 
had by the 187. century at the labest es à negative commotion, concomitantly with a debaserent of the 
Kunstkammer ав a collection tyga, By that time teak she ws чайынды merely ic aratity the naked curiosity of 
a sensalicn-seeking public at fairs; they had ceased to be of interest io scholars and the educated, eti iting ony 
embarassment and disgust rnhor than sinned апааа ` Fer scientists in particular, marvels cf nane had 
Vost much of their appeal. Dwarf: and giant were ne longer dissected as often ae they once were: physicians 
had turned their attention im the Famchieemnipg ol normal organises.” Im biology, bae; morality had largely Ais- 
Placed the abnormaal as the focus of interest, The Swedish scintist Carl von Linns (1707-1770, Linnes, had 
introduced a dew systerm of taxonomy in his 1735 Ieatüse Systema Kitano by meam af which specimens irom 
all three Kingdome of Name could he classified. The abnormal, miérabifia, no bangen played a mile in Linnean 
binomial nomenclature, Along with this paradigm shift im the system of scientific classification, stabe-af-the- 
ani koowlerdge acquired in natural philosophi also changed the way in which collections were armmged and 
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Isaac Newton's (1641-1727) realisation that the universe was infinite represented: a major watershed саб ме м 
li shattered the nonon that the macrocosm could be reproduced in miniature in a collection such as a Kuns- 
kammar, Consequently, collections with a claim to universality would no longer represent the world as а whole 
ban rather its diversity on the basis of the individual category, Hence the fira specialised collections emerged 
in ihe 1" cemminy: galleries of paintings, collections of antiques and antiquities, com cabinets, collectis of 
engravings. mathematical and physical ох and natural history collections lo dH those modern museums, 
collectors usaally drew on tho dynastie Kenstkammoer which wem fira deprived of their boss exhibits and sone 
entirely cishanded, The foundation of modern muss and the dissolution of most Konsrkamrmer (n the 
18” century were, om (he one haml, caused by the wealth of new knowledge that had bonn acquired. On the 
other they matched the change in the orders of knowledge, the new drive ior classification, which Michel 

Foucault defined as the episteme of Калсын, ^ 
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THE ARMLESS CALLIGRAPHER THOMAS SCHWEICKER: 
MIRABILIA OR ЕКЕАК? 

The re-evaluation of the Kunst- and Wunderkammer as a collection form is 
exemplified particularly compellingly by a portrait of the disabled calligrapher Tho- 
mas Schweicker (1540-1602) — a work that came from the Electoral Saxon Kunst- 
kammer in Dresden (Fig. 67). The ‘großer Wundermann' [‘great wonder man’ of 
Schwäbisch Hall], as Schweicker was dubbed by contemporaries,” was looked 
on as a celebrity in the late 16th century because he was born without arms yet 
became a successful script writer who worked with his feet. The portrait of him 
found its way in 1603 into the Electoral Saxon Kunstkammer, where, according 
to the inventory drawn up in 1610, it was displayed together with a small panel, 
“which Schweicker had written as script with his feet." The painting visually under- 
scored the wonder character of the art font Schweicker had created for the Elector 
of Saxony.” Indeed Schweicker's calligraphic masterpieces were highly prized by 
princely collectors. 

Ferdinand II of the Tyrol also displayed a work by this artist in his Kunst- 
kammer at Ambras Castle." What made Schweicker's calligraphic works such 
coveted mirabilia was not his disability but rather his ability to overcome with art 
the bad joke Nature had played on him. This is referred to in the sentence that 
Schweicker is depicted writing with his feet in the above-mentioned portrait: ‘Deus est 
mirabilis in operibus suis’ (‘God is wondrous in his works’). Accordingly, what was so 
remarkable was not the disability itself but the fact that it could be overcome 
through art. The painting and the calligraphy that went with it granted visitors 
to the Dresden Kunstkammer a glimpse of the arbitrariness of Nature's creative 
powers, on the one hand, and, on the other, man's creativity that outdoes Nature. 
The creative powers of the disabled artist were in turn transferred in the collection 
room to the elector himself, who by the grace of God was permitted to practise 
the art of governance - in the face of all impediments thrown at him by Nature, by 
overcoming those obstacles with the same consummate elegance as that shown by 
the disabled artist in working with his feet to execute his calligraphic works. This 
message may have seemed obvious to visitors to the Dresden Kunstkammer in the 


early 17" century; by the 18" century, however, it became meaningless. 


(Fig. 67) 


Portrait of the Armless Calligrapher Thomas Schweicker 


FROM THE DRESDEN KUNSTKAMMER . JAKOB HOFMANN, SIGNED 


SCHWABISCH HALL, DATED 1595 
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Whereas numerous exhibits were taken from the 
Electoral Saxon Kunstkammer in the early 18" century 
to fill the newly founded museums, Schweicker's por- 
trait remained a 'curiosity' in the Kunstkammer, which 
— far from its former brilliance — was condemned to 
an obscure existence on the top floor of the Dresden 
Zwinger. The painting was not transferred to the Royal 
Saxon paintings gallery until 1832 after the Kunstkam- 
mer had been entirely disbanded, and then only on 
the basis of its material substance."' The subject of the 
painting was evidently regarded as so offensive that 
the work was finally consigned to be sold at auction 
along with other exhibits that had lost their signifi- 


cance as Kunstkammer objects.” 


This last example furnishes the ultimate proof 
of the profound changes collections underwent 
between the 16" and 18" centuries. Beginning with a 
conception of art as stemming from a creative compe- 
tition between God, or Nature, and man as an artist, 
the Kunstkammer could exist as a collection form 
only as long as the principle of analogy remained 
the basis for cognitively grasping the world. With the 
emergence of modern taxonomy and new systems of 
classification, collections in which priority was given 
to the interaction of art and nature were evaluated 
as outmoded and labelled bizarre. Thus the modern 
museum replaced the Kunst- and Wunderkammer as a 
collection form. It was not until the 20" century that 
the crucial importance of the Kunst- and Wunderkam- 
mer for the early modern age was rediscovered — and 
even today this unique collection form continues to 
exert an undimmed fascination on the modern viewer 
who rediscovers wonder through the Kunst- and Wun- 


derkammer. 
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Weltmodelle und wissenschaftliche Instrumente in der Kunstkammer der sächsischen Kurfürsten August und Christian l., in: Marx 2005, 
рр. 156-169. "Dresden 1994, pp. 7-8 "Maurice 1985. — "^ Kappel, J.: Elfenbeinkunst in der Dresdner Kunstkammer. Entwicklungslinien 


eines Sammlungsbestandes (1587-1741), in: Syndram/Minning 2012, p. 202.  " Maurice 1985, p. 28.  "*For the Munich Kunstkammer see 


Seelig, L.: Die Münchner Kunstkammer, in: München 2008, Vol. 3, pp. 1-124. — " Gundestrup 1991, Vol. 2, pp. XIII-XXXIV. ” For the 
Rosenborg Palace collections, see most recently Hein 2009.  "' For Desden see, for example, Nagel, C.: Professionalität und Liebhaberei: 
Die Kunstkämmerer von 1572 bis 1832, in: Syndram/Minning 2012, pp. 360-379. ? For the visitors’ books kept by the Electoral Saxon 


Kunstkammer, cf. Brink, C.: 'auf dass Ich alles zu sehen bekhomme'. Die Dresdner Kunstkammer und ihr Publikum im 17. Jahrhundert, in: 
Syndram/Minning 2012, pp. 380-407. “In general Findlen 1994. — " On Aldrovandi, see Tagliaferri, M. C./Tommasini, S./Tugnoli Pattaro, 


S.: Ulisse Aldrovandi als Sammler: Das Sammeln als Gelehrsamkeit oder als Methode wissenschaftlichen Forschens, in: Grote 1994, 


pp. 265-281; Simoni, F.: Le „Theätre de la Nature" d'Ulisse Aldrovandi, in: Poitiers 2013, pp. 178-185. ? [n general, Stendardo 2001. 
°° Findlen 1994, p. 31.  "'Ibid., pp. 198-206. Тһе armorial bearings depicted are those of the Dimpfel family of Regensburg, recorded 
since 1570 in Siebmacher's large Wappenbuch [Book of Coats of Arms], see Hefner/Hildebrandt/Seyler 1971, Plate 2. ? Dimpfel 1938, 


pp. 16-17. “Münster, LWL-Museum für Kunst und Kultur (Westfälisches Landesmuseum), Portrátarchiv Diepenbrock, Inv. No. C-513400 
PAD, http://www.portraitindex.de/documents/obj/33418086 (retrieved on 4 July 2015). "In general Augsburg 1980. — " Augsburg 2008; 
München 1994; Seling 1980. " Keil, I.: Augsburger Instrumentenmacher, in: Augsburg 2009, pp. 32-36. “Laue 2008; Alfter 1986. 
^ For Hainhofer as a dealer in Kunstkammer furnishings, see above all Mundt 2009 and Alfter 1986, pp. 42-62. “In the 17" century, both 
showy pieces of furniture and smaller cabinets were called 'Schreibtisch[e]' [desk[s], cf Alfter 1986, p. 10. The term ‘Kunstschrank’ ['art 
cabinet’], which is now in general use in art history, goes back to Friedrich Nicolai who made the first recorded mention, in his 1769 
description of the Kónigliche Kunst- und Naturalienkammer [Royal Art and Naturalia Chamber] in Berlin, of the ‘Pommerscher Kunstschrank’, 
see Diefenthaler, S.-K: 'vil zu speculiren [the German derives from Latin 'speculor' and retains the original Latin meaning: translator's note] 
und zu sehen’ [‘much to observe and to see']. A general report on the literature dealing with the Pommersche Kunstschrank, in: Augsburg 
2014, pp. 78-85, here p. 79. “For the Pommersche Kunstschrank in general: Mundt 2009; Augsburg 2014. "® Emmendórffer, C.: Wunder- 
welt. Der Pommersche Kunstschrank und sein 'Hainhofer-Code', in: Augsburg 2014, pp. 32-57, here p. 43. "Alfter 1986, pp. 57-58; 
Augsburg 2009, pp. 172-175, Cat. No. 50. "For the history of Antwerp from the 15" to the 17" centuries, see Limberger, M.: ‘No town in (Fig. 71) 
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GLOSSARY OF BASIC KUNSTKAMMER TERMS 


APOTROPAIC POWERS 

Apotropaic, an adjective from Greek Q TOTPE Tt&tv: ‘to turn away’ (German noun "Apotropáium^: a magic charm with powers of warding off evil) meaning 
possessing magical powers of warding off evil that have been imputed into substances and materials since antiquity and were usually used as an indica- 
tor of toxicity. Substances and materials believed to possess apotropaic powers include precious coral, the coconut, — Unicorn horn, rhinoceros horn, 
— Bezoar and serpentine, a semiprecious stone. These particularly rare > Naturalia were, on the one hand, ground to powder and sold as universal 
remedies by apothecaries; on the other, they were coveted collector's items because they were so rare and because they possessed apotropaic properties. 
They were often mounted or worked as precious drinking vessels displayed at court festivities on credenzas and usually kept in the — Schatzkammer or the 


— Kunstkammer. 


ARS MEMORIAE 

Ars memoriae (English: ‘the art of memory/recollection’) or mnemonics are terms used for an array of mental techniques that are supposed to facilitate 
storing and retrieving information and were particularly intensively discussed in scholarly circles in the first half of the 16th century. Crucial to the emer- 
gence of the — Kunstkammer as a universal collection was the idea that knowledge could be articulated by memory spaces (loci) and deposited there in 
the form of images (imagines). In the treatise L'idea del teatro (1550), Giulio Camillo provided concrete designs for an ideal theatrum sapientiae, a theatre 
of knowledge, which he had realised some years before as a wooden model. It anticipated the conception of the — Kunstkammer as a physical space for 


ordering knowledge and making it available. 


ARTIFICIALIA 

Artificialia was a term applied in the collecting culture of the early modern age to art products in the widest sense of the term, not just paintings, works 
of sculpture and the graphic arts, but everything that was ‘artificial,’ i.e., manmade - including works by goldsmiths, stone-cutters, cabinet-makers and 
turners. Artificialia also included naturalia, which had been refined and improved with elaborate mounts, carvings or engravings, pieces which even more 


vividly than other > Kunstkammer exhibits demonstrate man's ability to outdo Nature through art. 


BEZOAR 

The bezoar (from Persion padzahr, i.e., ‘antidote’) was, along with — ‘Unicorn horn’, one of the most highly prized > Apotropaic substances that were 
literally worth their weight in gold in the early modern age. The bezoar is a gastrolith found in the stomach or intestines of the bezoar ibex (Capra aegagrus 
aegagrus), a Middle and Near Eastern subspecies of wild goat. So valuable that they were often mounted in gold or silver, bezoars represented an indispen- 


sable collector's item in both princely and middle-class — Kunst- and Wunderkammer. 


TURNING 

Turning, a demanding and sophisticated technique employed in the working of ivory, bone, amber, serpentine, hardwoods and even metals into art, 
requires the use of a lathe and specialised tools. Great importance was attached by the owners of — Kunst- and Wunderkammer to turned artworks, 
especially ivory cups. Since the 16" century turning had been an integral part of the education of princes and those princes who devoted themselves to 
this art were by no means amateurish in their handling of it: that this was so is compellingly attested by the signed ivory cups personally turned by 
Augustus, Elector of Saxony, in the third quarter of the 16" century, works that subsequently found their way into the > Kunstkammer in the Residenz- 
schloss, the Dresden Palace. Like — Scientifica, artworks of this kind made by reigning princes referred symbolically to their ability to govern: to the extent 


that a prince could upgrade his raw materials on the lathe to the status of artworks, he was also able to establish and uphold a higher social order. 


UNICORN HORN 

Unicorn horn, so-called, but actually the tusk of the narwhal, was one of the collector's items that was most shrouded in myth and legend and highly 
prized from the Late Middle Ages on. Although the Danish physician and antiquary Ole Worm had by 1638 convincingly demonstrated that ‘unicorn horn’ 
did not come from the mythical unicorn but from the left — usually single — tusk of the male narwhal, the belief in the magical powers of this form of 

— Naturalia persisted for a long time, which was often attached to the ceiling of collection rooms. It was also sold in powdered form in apothecaries as 


an — Apotropaic substance. 


ESTUDE, SEE STUDIOLO 


EXOTICA 

Appearing in the РАШ century at the latest, the word exotica refers to exhibits of various kinds, chiefly — Naturalia, — Artificialia, utilitarian objects 
(ethnographic artefacts) and weapons that on the basis of provenance, material or iconography indicate non-European origins. Such objects are often 
valuable, were made in Asia, Africa and the Americas for the European art market, and were laconically termed ‘indianisch’ or ‘indisch’ ['Indian'] — even 
when they came from Japan or China. Great importance was attached to exotica in the — Kunst- and Wunderkammer of the early modern age because 
they evoked exotic remote lands outside Europe, an attitude that says more about the way Europeans perceived themselves than about actual foreign 


cultures and civilisations. 


EARLY MODERN AGE, THE 
Early modern age is a periodisation term used by historians and literary scholars and theorists to designate the age that began roughly with the emergence 
of humanism in the Late Middle Ages and ended shortly before the close of the 18^ century with the Enlightenment and the French Revolution. As a 


collection type, the > Kunst- and Wunderkammer is firmly anchored in the early modern age. 


KISTLER 
In German usage of the 16" and 17" centuries, cabinet-makers who specialised, primarily in the south German free imperial city of Augsburg, in making 


what were then called — Schreibtische, i.e. cabinets and — Kunstschränke [art cabinets], were known as Kistler. 


KUNSTKAMMER, WUNDERKAMMER, KUNST- AND WUNDERKAMMER 

The Kunst- und Wunderkammer [‘art and curiosities cabinet’ is frequently and too narrowly used in English] is a type of encyclopaedic collection that 
emerged at European courts and in European cities in the mid-16^ century and continued to predominate well into the 18" century. Inside it, art objects of 
all genres,  Artificialia, as well as scientific and technical implements, — Scientifica, were exhibited alongside — Naturalia to reproduce the world as а 
theatrum mundi in the collection room. The defining principle informing this collection type is the analogy between the macrocosm and the microcosm: 
the cosmological system is interpreted as a referential network in which objects and living organisms, spirit and matter are interlinked and influence each 
other. The purpose of the Kunst- and Wunderkammer is to elucidate this network of recondite relationships. As a theatrum sapientiae, a theatre of know- 
ledge, it places products of nature, art and science at visitors' disposal to enable them to acquire knowledge via a visual and tactile approach to learning. 
The Kunstkammer is structured along the lines of the art of memory, — Ars memoriae. In the mid-16" century the term ‘Wunderkammer,’ first recorded in 
the Zimmersche Chronik (1566) written by Count Froben Christoph von Zimmern, also entered German usage as a synonym for ‘Kunstkammer.’ 

The German ‘Kunst- and Wunderkammer' has become established in other languages besides German as the accepted art historical term for this collection 


type so characteristic of the early modern age. 
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KUNSTKAMMERER 

At European courts, dynastic — Kunst- and Wunderkammer were usually curated by an artist, a scientist or a technician, who was often given the title 
‘Kunstkammerer’ ['supervisor of a Kunstkammer'] in the 17^ century. The Kunstkämmerer or head curator was, on the one hand, charged with maintaining, 
inventorying and presenting the collection and its exhibits and, on the other, with guiding visitors to the collection through the collection rooms who were 


strangers to the owners. 


KUNSTSCHRANK 

The large pieces of — Kunstkammer storage furniture made for collectors of high social standing in the 17^ century and delivered replete with contents are 
called Kunstschränke, literally ‘art cabinets.’ This art historical term was not coined, however, until the late 18" century, when it was applied specifically to 
the Pommersche Kunstschrank, which the Augsburg art expert and diplomat Philipp Hainhofer had commissioned for Duke Philipp II of Pomerania-Stettin 
in the early 17^ century. In the 16^ and 17" centuries, furniture of this kind was called > Schreibtische [‘writing-desks’] regardless of its unusual features, 


contents, fittings and large size. 


MEMENTO MORI, SEE VANITAS 


MIRABILIA 

The words Mirabilia, Meraviglia (Italian) or Wunderwerke referred іп the 16" and 17^ centuries to — Kunstkammer exhibits that amazed visitors because 
of their abnormality, freakishness or unexpected operating mechanisms and were thus supposed to initiate the learning process and add to their know- 
ledge. These exhibits were, on the one hand, actual or depicted — Naturalia: for instance, rare disabilities or medical conditions in human beings, aborted 
animal foetuses or deformed plants, phenomena that contemporaries interpreted positively as caprices of Nature. On the other, mirabilia also included 

— Artificialia distinguished by sophisticated mechanisms or entailing unusual processes of production, objects that attested to the maker's almost divine 


powers of creativity. 


MNEMONICS, SEE ARS MEMORIAE 


NARWHAL, SEE ‘UNICORN HORN’ 


NATURALIA 

Natural objects, naturalia, play a crucial role in — Kunst- and Wunderkammer: as God's creations, they represent the direct opposite of > Artificialia, 
man's ‘artificial’ works, hence they are vital to the conception of the collection space as a theatrum mundi. Along with mineral samples, taxidermists’ 
specimens of stuffed fauna and dried flora (mainly seeds and roots), the three Natural Kingdoms were also represented by albums, drawings, copperplates 
and publications. Scholars such as Ulisse Aldrovandi, for example, focused on collecting naturalia. In court collections naturalia with — Apotropaic 


properties tended to be represented as well as naturalia that exemplified a country's wealth, such as ore samples from natural deposits. 


SCIENTIFICA 

Scientifica represent an essential component of — Kunst- and Wunderkammer of the early modern age, in particular of court collections amassed in the 
latter half of the sixteenth century. The term applies to instruments used in mathematics and physics, tools and technical apparatuses, surgical instruments, 
clockworks of all kinds and instruments for measuring space and time, such as globes, maps, astrolabes, measuring sticks (rulers), sundials, pedometers, 
etc. Usually regarded as a means to display status and power officially, scientifica in princely collections referred symbolically to a prince's ability to 


govern. 


SCHATZKAMMER 

The Schatzkammer [‘treasury’, ‘vault’, ‘treasure chamber'] is a collection type that occurs as far back as the Middle Ages in profane royal seats and 
ecclesiastical establishments. Objects of great financial, spiritual or official value are stored in it: chiefly royal regalia and crown jewels, reliquaries, 
goldsmiths' work and artworks of an exotic nature such as coconuts mounted as cups, credenzas for displaying corals, mounted ostrich eggs and the like. 
Unlike — Kunst- and Wunderkammer, the Schatzkammer does not reproduce the world as a microcosm nor does it represent a claim to increase visitors” 
knowledge on the basis of the objects deposited in it. On the contrary, it is an accumulation of treasures that functions both as a means to displaying 
official authority and wealth and as a money reserve, and for security reasons is not accessible to visitors. Schatzkammer only gradually changed into 
public collections during the 18^ century. This transition is exemplified by the Green Vault in the Dresden Palace, in which Augustus the Strong (Friedrich 
August I, Elector of Saxony) showed precious objects from the dynastic Schatzkammer and Kunstkammer that were accessible to quite a broad public as 


the Schatzkammer Museum. 


SCHREIBTISCH, ‘WRITING-DESK’ 

The German word Schreibtisch (Italian: scrittorio; Spanish: escritorio) means ‘writing-desk.’ In the 16" century it designated a square piece of portable 
furniture that was originally used by travellers for storing writing utensils, important papers and valuables beneath a sloping lid that could be used as a 
writing surface. In the latter half of the 16^ century, this furniture type was further developed in both form and function: often designed as a miniature 
palace to stand alone and be viewed from all sides, it now served as a stately piece of storage furniture to house collector's items. Despite the change in 
function, cabinets of this kind continued to be called Schreibtische, i.e. ‘writing-desks’. Now the art historical term for the most magnificent examples of 


the type is — Kunstschränke [‘art cabinets']. 


STUDIOLO 

Studiolo (Italian) or estude (French) is the term for a type of room in both profane and ecclesiastical palaces. From the Late Middle Ages onwards, it 
evolved into a study in the apartments used by the head of the household. In the Renaissance it developed into a room of a more official, formal character 
with panelling on walls worked elaborately with intarsia or featuring panel paintings. Exhibits from collections were quite often displayed in studioli to 
underscore the owner's humanist education, an effect reinforced by the wall panelling. Even by the end of the 14" century, estudes have been recorded 

in France that functioned as collection spaces. Unlike — Kunst- and Wunderkammer, the studiolo or estude was a small, intimate room, in which the 


collector's items were not immediately visible but tended to be stored in cabinets, hidden behind the wall panelling. 


VANITAS 

In the early modern age, vanitas (Latin: ‘vanity,’ meaning ‘futility’) was a subject with which most people were preoccupied on a daily basis; after all, the 
idea that all earthly things were transient was a guiding principle of Christian doctrine. Consequently, the vanitas theme was also omnipresent in — Kunst- 
and Wunderkammer: what were known as memento mori ('Remember that you must die") or vanitas objects reminded collectors and visitors alike of their 
mortality and the necessity for leading a Christian life. This explains why collecting was not inevitably regarded as a morally reprehensible accumulation 
of material goods but rather as an activity that promised redemption: the thirst for knowledge manifest in the — Kunst- and Wunderkammer was associ- 
ated with reverence for God's work. Hence a visit to a— Kunstkammer was quite often viewed as a secular alternative to the devotions organised by the 


Church. 


WUNDERKAMMER, SEE KUNSTKAMMER 
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